H oW do we read masculinity performed by someone assigned female at birth and presenting as female? How might a nineteenth-century audience have read such masculinity? Can an audience make the jump past not only physiological signifiers of gender such as breasts, long hair, and facial features but sartorial signifiers as well? Can an audience see a female actor in female costume and retain awareness of the character's masculine identity through knowledge of the plot and performance of masculine physicality? Can these performances be understood as more than the lesbian-coded homoerotics scholars have previously attached to them?
This analysis of Archibald Clavering Gunter's A Florida Enchantment is partly an act of reconstitution. While what interests me most is the 1896 stage performance and its reception, the text has been lost. I therefore approach the performance through an analysis of the 1892 novel and the 1914 film version, as well as contemporaneous newspaper reviews. The film version mainly follows the plot of the novel, with the exception of an altered ending. Based on newspaper reviews, Laura Horak concludes that the play did not alter the ending, staying true to the novel, with the exception of the addition of a few musical numbers (97). I will explore Gunter's 1892 novel and 1896 stage adaptation of A Florida Enchantment and George Sand's 1839 play Gabriel, reading both as forms of trans representation. Both plays explore gender fixity, fluidity, and essentialism through representations of non-normative gender identity. Furthermore, both feature a central character played by a woman who performs both male and female personas. A Florida Enchantment is a melodrama that tells the story of Lilly Travers, a young New York heiress who ingests a magic seed that was stolen from an African tree and that turns her into a man. Wishing to live as a man, Travers leaves Florida to create a new male persona so that he 1 may return as a man and court a woman with whom he has fallen in love. Gabriel's titular character is assigned female at birth but raised as a boy in order to bypass inheritance laws (the play takes place in seventeenth-century Italy, where property and aristocratic title could be inherited only by men). Discovering his assigned sex at age seventeen, Gabriel seeks out his cousin, Astolphe, who is the rightful heir. The two cousins become lovers, and Gabriel proceeds to live a dual life-presenting as Gabriel in society and as Astolphe's wife, Gabrielle, during secret rendezvous in the country. The play explores notions of gender essentialism and critiques the misogynist confines of female gender norms through Gabriel's navigating both male and female personas. In this essay, I will explore issues of gender presentation and gender identity within these two plays as well as how sexuality and desire function in conjunction with gender presentation. I will take time to examine A Florida Enchantment's conflation of gender and racial hybridity and the minstrelsy tradition in which the play was performed. Finally, I will express some thoughts regarding a trans perspective of both plays.
In A Florida Enchantment, we see Travers perform three separate genders. First, she performs the femininity expected by the ideology known as "the Victorian Cult of True Womanhood."
2 Next, Travers is turned into a man but continues presenting as Lilly, creating an interesting layering of genders on the stage. Finally, he takes on the presentation and identity of Lawrence, which corresponds to his new gender. Tracking these three gender performances provides a window into audience reception of the play as well as the gender beliefs to which Gunter reacts.
When Lilly Travers is introduced in the novel version of A Florida Enchantment, her description is that of the Victorian ideal of womanhood. She is described as "graceful and feminine" in her appearance and her movements. She is timid in some respects, becoming frightened at the sight of a taxidermied rattlesnake. The text focuses a great deal on her emotions, particularly her passion and jealousy over her fiancé, Fred. Her jealousy is framed as a female emotion by various characters, including herself, when she wishes she could "love like a man" so that she would not feel tormented. These feminine behavioural and emotional traits disappear once Travers is turned into a man. Upon swallowing the seed, Travers immediately becomes careless, "tossing her boots to one corner of the room, her stockings to another, firing her garters on the mantelpiece, and throwing the other articles of her apparel in reckless disorder over floor and furniture" (25) . Travers looks at himself in the mirror in the morning and sees that his facial features remain the same but "[contain] a threat of coarseness in the near future, for a bolder light seems to gleam in the staring, questioning eyes that look upon her as he gasps, 'Great God! Can it be possible? I am a man!' " (72). As Travers gradually changes into a man (he develops a deeper voice, his hands and feet grow, and he sprouts facial hair), he loses his ability to navigate feminine gender performance. Later in the morning, after his transformation, Travers struggles to walk in a dress: "her long, trailing skirts have become awkward to her, who yesterday in these same clinging garments, was the poetry of motion, and grace itself " (79).
In the film version, the physical awkwardness Gunther describes in the novel is not visible, but there is still a disconnection between the actor's feminine clothes and her now masculine gestures and mannerisms. Edith Storey, the actress playing Travers, knocks over a chair immediately after having swallowed the seed. In the morning, the character discovers facial hair in the mirror and expertly shaves. He beats his maid, flirts with his female friends, walks in long strides, stands with arms akimbo, and makes confident and large hand gestures rather than the dainty hand movements Storey performs in the first twenty minutes of the film. Thus, in both novel and film versions, Travers's gender at this point in the plot is conveyed through masculinized mannerisms that are in direct conflict with his feminine presentation and with the actress's body.
One other notable masculine act in which the dress-wearing Travers engages is assaulting a black female body. Fearing Jane, the maid, will discover his gender transformation and wanting a gentleman's valet, Travers turns Jane into a man non-consensually, holding her down and forcing the seed down her throat (the symbolic rape is far from subtle). Once turned into a man, Jane also continues to present as a woman while being male identified. However, analyzing Jane's gender performance is more complicated than analyzing Travers's for two reasons: first, Jane's character development is an expression of gendered racial stereotypes, the character performed in blackface on both stage and screen. Furthermore, on stage, the role of Jane was performed by Dan Collyer, a male performer in blackface (Horak 97) . The confluence of race and gender in the character of Jane is further analyzed below.
In contrast to Travers and Jane, when Gabriel is presenting as Gabrielle, he does his best to perform feminine movements. Gabriel's first scene as Gabrielle comes in act 2, when Astolphe has convinced him to attend a dinner party disguised as a woman. The audience witnesses Gabriel standing by a mirror, practising feminine mannerisms. The trope of a man disguised as a woman practising female mannerisms is part of cross-dressing tradition and traces as far back as Aristophanes's Thesmophoriazusae, first performed in 411 bce. Because Gabriel has been socialized as a man, he struggles to perform femininity; his attempt to use a fan, a signifier of femininity, ends in his breaking the accessory. He practises walking in the manner women walk but does not seem to improve significantly at first, as Astolphe agrees that his gait is awkward. Throughout acts 3 and 4, as Gabriel lives as Gabrielle, his masculine socialization and identification are highlighted by other characters. Act 3 begins with a scene in Astolphe's mother's house in which Gabriel's performance of femininity is policed and criticized. The very first words spoken to Gabriel in the first scene are a reprimand that he goes hunting too often and his horse riding is immodest (for a woman) because he jumps fences. When Gabriel leaves the room, Astolphe's mother complains that Gabriel is lazy and unhelpful with housework; regarding Gabriel's needlework, she says, "You think she works? All she does is break threads, lose needles, and waste silk. Look how tangled up all the threads are!" (92). Not only does Gabriel consciously perform femininity but as the play progresses and he responds to societal pressures-specifically to Astolphe's urgings-he also becomes more adept at femininity. Thus, Sand presents gender as performative rather than essentialist. 3 Sand has created a character who is fully accepted as whichever gender they present. Although Gabriel's delicate facial features are commented on when he is presenting as a man, there is no suspicion attached to that observation. Although imperfect in feminine physicality, he is believed to be a woman and desired by men when presenting as a woman. Even in act 2, in which Gabriel dresses as a woman for the first time, no one doubts his gender. Astolphe's former lover is jealous of Gabriel (Astolphe's supposed reason for the ruse), and another man kisses Gabriel. Astolphe becomes so jealous at the sight of Gabriel being kissed by another man that he challenges him to a duel. When Gabriel reminds Astolphe that he is only performing as a woman and therefore Astolphe's honour has not been sullied, Astolphe responds, Gabriel, listen. I am not myself tonight. I am under the spell of a strange illusion: I am convinced you are a woman. Even though I know otherwise, the illusion has taken hold of my imagination the way the reality does, perhaps even more so. Because when you are in that costume, I feel a passion for you that is jealous, ardent, fearful and chaste. (83) Gabriel is not a comedy and Astolphe is not Orsino. There is no Shakespearean metatheatrical wink to the audience, no boy players to joke about between the lines. Rather, Sand has created a world in which Gabriel's gender identity and his perceived gender are carefully examined.
If Gabriel's masculinity is not emphasized through physicality when he is presenting as Gabrielle, perhaps it is because Gabriel is not male-identified but rather a gender nonconforming character. How does Gabriel view his gender and two different gender presentations/personas? Despite the wealth of soliloquies Sand gives Gabriel, the reader's or audience's understanding of Gabriel's sense of his own gender remains murky. In the prologue, one of Gabriel's first lines upon entering the scene (prior to being told he was in fact assigned female at birth) is, "I do not feel that my soul has a sex" (73). When first dressed as a woman, he is physically uncomfortable, stating, "how I suffer in this garment! Everything binds and stifles me . . . I feel so awkward!" (68). Yet Sand ends the scene with Gabriel looking at his reflection in the mirror, with the stage directions, "remains absorbed before the mirror" (69). Gabriel is fascinated, but does he find the image pleasing? Sand does not let the audience into Gabriel's subjective experience. In act 4, Gabriel muses, "I am reluctant to renounce being a man when I wish; because I have not been happy for long in this other disguise, which has become our mutual torment" (125). Gabriel views both male and female personas as disguises, recognizing that gender is performed.
Gabriel describes his female persona as a torment; however, it is unclear if the torment is due to his being strongly male-identified and experiencing gender dysphoria, the social limitations placed on women (such as the gender policing he experiences in act 3) without any internal crisis and dysphoria, or simply Astolphe's jealousy. Living as a woman is uncomfortable for Gabriel, but he is not quite comfortable presenting as a man, either. It might be reasonable to suggest that Gabriel expresses sentiments that look like those expressed today by people who identify as nonbinary, agender, or genderfluid.
A final clue toward analyzing the character's gender identity is the fact that Gabriel chooses to leave society and join a monastery. The monk is a man who has renounced some of the behaviours that mark male privilege (namely property ownership and marriage). Taking a vow of celibacy and existing outside of the rest of society, the monk is an unsexed, liminal figure who is not bound by gender norms. Furthermore, as Pratima Prasad points out, turning to a celibate life in the church is a common literary device for female characters. Prasad writes, "in Western literature, religious seclusion is often a conventional narrative outcome for a female character, through which the heroine opts out of the romance plot" (348). Joining a monastery is a notably queer act, one that unsexes a man while allowing a woman to exercise freedom. Even sartorially, monk robes are a feminized form of male attire.
Butlerian gender performativity views gender as an enactment of scripts rather than an expression of essentialist qualities. These enactments are socially monitored such that correct gender performance is "a strategy of survival" that eventually comes to seem natural and essentialist. Gender formation is a process that occurs through the rehearsal and repetition of gendered behaviour, as "the body becomes its gender through a series of acts that are renewed, revised, and consolidated through time" (Butler, "Performative Acts" 274) . In Gabriel, we see a child raised as male and introduced to particularly gendered scripts and encouraged to enact masculinity both in deeds and in mode of thinking (i.e., reason). In the opening scene, Gabriel's tutor reassures his grandfather that from an early age Gabriel was "imbued with the grandeur of man's role and the lowliness of woman's in nature and society" (12). As a result of that socialization, Gabriel is completely masculine in his behaviour and reasoning. Yet even before learning that he was assigned female at birth, Gabriel has a sense of dissonance with his gender, feeling his soul is genderless and having a dream in which he is a woman. Butler offers a notion of "multiple and coexisting identifications" that we all experience and that "contest the fixity of masculine and feminine" (Gender Trouble 85). While Sand's play has affinities with notions of gender performativity, A Florida Enchantment turns on assumptions of gender essentialism, the belief that there is a physiological basis to the gender assigned to bodies. Not only are behaviours such as manner of walking and talking not socially constructed in Gunther's world but they are also forgotten and replaced by a new physicality once the seed has been swallowed. This magic sex change provides a unique differentiation between gender fixity and gender essentialism, since, in Gunther's world, gender can change but only in a binary fashion in which all gendered traits shift from female to male or male to female.
Furthermore, gender and sexuality are linked in A Florida Enchantment such that the moment of sex change creates a shift in sexual desire. Travers loses desire for Fred and becomes enamoured with her two friends, "for it is the first time she has ever seen the wondrous loveliness of women with masculine eyes" (80). Travers greets her friends with kisses on the lips, one source of queer scholars' focus on the film as an early example of lesbian coding (see R. Bruce Brasell, Laurence Senelick, and Siobhan Somerville). What interests me, however, is not the image of two women kissing but rather the notion that women who were not attracted to Lillian Travers prior to her magic sex change have become attracted to him even as they still believe him to be female. In the novel, Gunter describes the two women as both attracted to Travers and confused by their feelings. In Gunter's world, there is a sort of masculine magnetism that attracts women who still see Travers as a woman. On Travers's first day as a man, he greets Bessie as she disembarks her carriage and asks for a friendly, platonic kiss, "for these two having known each other from childhood, kiss at sight in the careless, easy way peculiar to girls" (81). However, the kiss is sexually charged, as Gunther writes, Miss Travers grants the plump little blonde's demand, and apparently produces a great sensation on that young lady, for she ecstatically cries: "Just one more!" and gives the tall brunette another salute that comes from the very bottom of her heart and goes on enthusiastically, "Lilly, you are the best kisser I ever saw-boys or girls!" then suddenly pausesfor Miss Connie's voice is heard in reproving tones "Bess!" Whereupon the maiden stammers, "No, I don't mean that! Of course I don't! I don't know what I am talking about!" and sits down covered with rosy blushes. (81-82) Somerville points to this attraction as a flaw in the reasoning of scholars who reject a lesbian reading of the novel/film, stating, "whether or not one sees Lillian as a lesbian, one must take into account the question of Bessie's desire: how do we make sense of this character's unambiguous delight in being courted by Lillian, who she thinks is still a woman?" (57).
Horak challenges the idea that critics' reaction to the play was prompted by its depiction of sexual deviance. Instead, she claims the reaction to the play is better understood in the social context of late nineteenth-centuryNew York theatre and the collapsing boundaries between high and low culture. Gunther was a sensationalist writer, known as "the shopgirl's favorite novelist," and, as such, an outsider to high culture (Horak 100). However, "A Florida Enchantment glorified sexual desire and featured scantily clad women, and yet it was staged at a legitimate Broadway theater" (101). She points out that the New York Times's critic used similar language in reviewing A Florida Enchantment and another Gunther play that did not have sexually deviant plot lines, nevertheless calling it an unredeemable "dramatic monstrosity" (qtd. in Horak 101). But Senelick and Somerville are clearly reading the femalepresenting Travers as a woman and the romance as lesbian-and assuming that that is how the audience is receiving it. Thus, the dominant scholarship assumes the audience reads the female-presenting Travers as a woman.
In Gabriel, gender and sexuality are also linked, but for Astolphe, not Gabriel. Astolphe's desire for Gabriel could be read as homoerotic, but I suggest it would be more fruitful to read this passion as queer desire. I make the distinction between homoerotic and queer in order to highlight the limits of the binary language that has dominated theatre scholarship in past decades. An eye to the homoerotic flattens Gabriel's androgyny into a vehicle for same-sex attraction. Marjorie Garber refers to this type of scholarship as a tendency "to look through rather than at the cross-dresser, to turn away from a close encounter with the transvestite, and to want instead to subsume that figure within one of two traditional genders" (9; emphasis in original). Thus, creating a space for more than homonormative interaction, I argue that Astolphe is attracted to the very indeterminacy of Gabriel's gender.
In act 2, Astolphe convinces Gabriel to dress as a woman so he can go as Astolphe's date to a dinner party, ostensibly to make a former lover of his jealous. However, the very idea belies Astolphe's awareness of and attraction to Gabriel's feminine qualities. Astolphe experiences strong lust for the cross-dressed Gabriel. At first glance at the female-presenting Gabriel, he exclaims, "It is remarkable. If I had seen you like that the first time we met, I would never have guessed your sex. . . . Indeed! I would have a fallen head over heels in love" (70). The queer desire he feels for Gabriel while he presents as a feminine boy is controllable, but the beauty Gabriel has when presenting as a woman confuses and upsets Astolphe. He cannot see Gabriel as a man, despite continuing to appreciate his androgyny; when Gabriel states that he feels uncomfortable with his ungraceful, boyish walk, Astolphe responds, "I assure you it is adorably awkward. . . . I see you and realize that your awkwardness is a more powerful attraction than all the skills of elegant women" (73). Earlier in the play, upon first meeting Gabriel, Astolphe has a soliloquy in which he muses over Gabriel as an object of desire:
With his fifteen or sixteen years, and his chin smooth like a woman's, he almost makes you imagine . . . I would like to have a mistress who looks like him. But a woman can never have that kind of beauty, that mix of candor and strength, or at least the feeling of strength . . . His pink cheek is like a woman's, but his large, pure brow is a man's. (51; ellipsis in original)
Astolphe has trouble articulating his thoughts and desires in this soliloquy because they are seemingly deviant. However, he does articulate a desire for a woman like Gabriel, a woman who is as fair as Gabriel but also has his strength. In Vested Interests, Garber utilizes a Lacanian definition of desire to argue that "the transvestite is the space of desire" (75). Garber views the indeterminate and liminal quality of cross-dressing, androgyny, or nonbinary gender presentation as a source of unattainability, a refusal to be categorized in a binary fashion that propels desire. Indeed, it is Gabriel's queerness, his deviation from binary gender, that is most attractive to Astolphe.
Yet despite his initial attraction to Gabriel's queerness, Astolphe is threatened by Gabriel's masculinity and autonomy and spends their few years together attempting to turn Gabriel into a controllable woman who conforms to gender roles. Beyond Astolphe's anxieties, as a gender nonconforming character, Gabriel has no place in the binary world of seventeenth-century Italy and is ultimately killed off. In death, he can be mourned, but living, he creates too much anxiety for those who know him. Garber calls the state that gender variant characters evoke "a category crisis" (17).
Garber examines how gender transgression is utilized to call other social and cultural categories into question. Plays with gender disguise and crossdressing often attack categories of class and race as well. As Garber writes, "transvestitism is a space of possibility structuring and confounding culture: the disruptive element that intervenes, not just a category crisis of male and female, but the crisis of category itself " (17; emphasis in original). In Gabriel, Gabriel's gender socialization is due to his grandfather's wish for him to inherit the family title and wealth. Gabriel grapples with the ethics both of cheating Astolphe out of his inheritance and of the inheritance laws themselves, which he deems "troublesome" and "perhaps even unjust" (25). His personal circumstances lead him to question class structure itself. In act 1, after a bar fight, he muses, "A ruffian? Yes, his fellow man. With wealth and good breeding, that ruffian might have been a brave officer, a great captain" (47). When gender essentialism is challenged, all common-sense beliefs about social strata are also called into question. Gunther goes further than Sand by setting up multiple binaries that collapse upon themselves through the gender transformation.
Setting is especially important to examine in relation to the idea of "category crisis" in A Florida Enchantment. At the end of the nineteenth century, America was a shifting landscape, and Gunther set up Florida to represent aspects of American culture: the North versus South divide, the tame city versus the wilderness, white versus black. Gunther further includes an Old World versus New World divide. Yet even as he sets up the categories, Gunther blurs them together. At the very top of the novel, Gunther describes the environment Travers and Bessie are standing in:
Immediately facing them is the square of the Alcazar with its ceaseless fountain and tropical plants; beyond, the Villa Zorayda looking like some Granadan villa from which the Emirs of the Moorish Kingdom issued five hundred years ago to sack Andalusian villages and carry off the maids of fair Castile to Eastern harems. Through this scene of the Old World passes the Alameda which is all of the modern; its asphalt pavement, covered with prancing steeds and liveried equipages; its stone sidewalks peopled with brilliantly dressed men and women displaying the toilets of Paris and New York. (18) Thus, the world of the play is a mixture of Old World and New World, of nostalgic fables and contemporary industry, such that the sensibilities of locations intersect each other, signalling the category collapse that will take place later in the play. Gunther clarifies these interlinked categories one more time, describing St. Augustine as "this old town of the Spanish conquistadores, now rebuilt and revivified by a modern conqueror of finance and oil" (11). Categories are violated as conquerors usurp lands. Furthermore, the seeds are brought from Africa to the New World. Lilly Travers's name itself symbolizes a traversing of categories-that "Travers" is similar to "traverse" is clear. However, it is worth mentioning that in the 1890s, Lilly was a name commonly adopted by female impersonators, automatically linking her to gender blurring (Garber 62) . Travers is also traversing time; through the lost casket and Oglethorpe's letter, Lilly is able to connect to her great-greatgrandfather, whom she is curious about and knows through his portrait, which she is described as gazing at in her aunt's home. When Lilly opens the casket, she finds a parcel that has written on the outside, "To be conveyed to my family, by the finder, unopened! HAUSER OGLETHORPE" (48). This is startling to Lilly.
How does race function within A Florida Enchantment? There are a number of elements in the play that rely on nineteenth-century understandings of race. First of all, the seed comes from Africa. Gunter dedicates a full chapter of the novel to Oglethorpe's detailed account of procuring the seed and emphasizes the role of capitalist exploitation and violence. Oglethorpe is a slave trader and plans to sell the seeds to rich European women who wish to turn into men. Indeed, Oglethorpe burns the tree to the ground, both disrupting the African tribe's access to the seeds and creating a scarcity that will increase the value of the seeds he collects. Colonialist violence is also present in Oglethorpe's obtaining the secret location of the seeds by means of threats of torture.
As described in Oglethorpe's letter, Africa is a place of sexual ambiguity and is susceptible to exploitation. Oglethorpe's contact is the tribe leader, Quassi. The name Quassi evokes a sense of incompleteness and complication, echoing the fact that he and all the men in his village have been transformed by the seeds. Quassi is both victim and perpetrator of violence, as without women, the village can only perpetuate itself by capturing women from other villages and turning them into men. This cycle is implicitly violent, but it is represented as positive, since, through kidnapping, the captured women are freed from gendered oppression. It is also worth noting that the village maintains itself through a sexless process. The men are all former women, and neither reproduction nor labour exists in the village. And though it is known to the villagers that the seed will turn men into women, Quassi states that no man has ever wished to transform back into a woman.
While the process of transformation is one-directional for the Africans, Oglethorpe and his men experiment in becoming women. Their very proximity to the tree affects their gender, as "[e]ven the perfume of its flowers had a wondrous effect. As we breathed we seemed to become effeminate and our natures milder, and even our cruel Spanish boatswain became softer in his language and less savage in his blasphemy" (55). Oglethorpe and two of his men ingest the seed, becoming women. Somerville points out how this description suggests that the very landscape of Africa "inverts" the masculinity of Oglethorpe and his men. The ambiguity of Africa is also reflected in the racial dynamics of the sailors. The only sailor who remains a man is the Spaniard, who quickly accumulates a harem of newly transformed women, who fight over him, as he is "the only white man among us" (57). Elsewhere in Oglethorpe's account, however, the Spaniard is seen not as white but as a "savage" (58). There is a hybridity in desiring the Spaniard, who is neither white nor black. Somerville analyzes the racial and sexual power dynamics of this scene as the Spaniard "function[ing] as a pivot in this scene, protecting Oglethorpe and his crew against the sexual threat of Quassi and simultaneously posing his own sexual threat" (75).
The combination of gender and racial hybridity is also integral to an examination of Travers's servant, Jane. Analyzing the performance of Jane is complicated by representations of racialized gender. In discussing Jane and gender, we encounter a number of nineteenth-century notions of race that should be addressed. We should first look to the text's depiction of black femininity and black masculinity; then, we must consider how that depiction is performed on stage and how the presence of a white-male performer in blackface playing Jane informed this performance. Finally, we should look at the film's use of blackface, which has been written about extensively.
The interplay between racial and gendered stereotypes is complicated in the character of Jane by the fact that she is "mulatto" and therefore a hybrid character to begin with. Nineteenth-century writers often employed sexual differentiation as a measure of civilization. White men were held to be innately superior to white women, but black men were not. Somerville analyzes the use of comparative anatomy in scientific racism, noting how medical discourses of the period both hypersexualized and degendered black women by describing their bodies in terms of a physical excess, emphasizing, for example, a larger than "normal" clitoris. As Somerville writes, "such characterizations literalized the sexual and racial ideologies of the nineteenth century 'Cult of True Womanhood' which explicitly privileged white women's sexual 'purity' while implicitly suggesting African American women's sexual accessibility" (28).
Compared to its representation of the lily-white virgin Travers, the play depicts Jane's pre-transformation sexuality in two ways. First, she has a sweetheart, whom she meets at night and who breaks her heart with his womanizing ways, in the same manner that Fred Cassedane breaks Lilly Travers's heart. The second example of the hypersexualization of Jane is the way in which Travers forces her to swallow the seed. This symbolic act of forcing the seed (which we cannot but view as symbolic of semen) is a violation of Jane's black body by a white man. This violation is sexual both in its symbolism and in the actuality of its changing Jane's gender, taking her female "sex" away against her will and without her knowledge. This act follows the history of hundreds of years of white men raping and sexually violating black women.
Once Jane turns into John, his strength and sexual drive define him as hypermasculine. Although Travers performs masculinity through physical strength, his violence appears to derive from the exercise of his capacity for reason. In contrast, John is depicted as spontaneous in his violent outbursts, to the point that Travers needs to knock him unconscious. As Somerville notes, "the film thus calls on asymmetrical contemporary cultural constructions of black and white masculinity, reinforcing stereotypes of the aggressive black male and seeming to justify drastic measures to control his violence" (65).
Whereas Travers's transformation makes him fully male, Jane's transformation results in both racial and sexual hybridity. In the novel, Travers discovers that Jane (who has been transformed into a man but still presents as female, as does Travers) is moonlighting in the local dime museum as "the greatest freak on earth" (161). This is the "intermediate" point, in which Travers and Jane/John both have transformed but are presenting female (and about to switch to presenting male). The novel does not give any specifics as to how Jane is displayed, leaving a question as to what about Jane's body and manner would be read as male and what as female. However, the display of gendered difference echoes the display of racial difference and the objectification of Saartjie Baartman as the Hottentot Venus.
In the stage production, the role of Jane was performed by a white man in blackface, Dan Collyer, a known minstrel performer. In Jane, the audience saw first a cross-dressed man performing a woman, and then, once Jane was transformed, a man performing a cross-dressed man, and, finally, a man performing a man. At the beginning of the play, we see a white woman performing the white woman, Lilly Travers, and a white man performing the black woman, Jane. Then, Travers ingests the seed and becomes a man. We then witness a white woman performing a white man who is still presenting as a white woman. This person then symbolically rapes a black woman who is being performed by a white man, turning her into a black man. At this point, we witness a white woman playing a white man and a white man playing a black man. So as the audience is asked to read a woman as a man, they are also asked to read a white man as a black man. One might wonder, however, how the transformed Jane may have affected reception of the transformed Travers-that is to say, how an audience witnessing a male actor performing a cross-dressing man may have challenged the acceptance of the female actor performing a cross-dressing man. One can imagine how jarring the difference between the presentation and physicalization of these two actors must have been and the humour that likely developed from this discrepancy.
The majority of scholarship on A Florida Enchantment is focused on lesbian readings of the film. Brasell and Vito Russo analyze lesbian coding in the film, while Somerville analyzes the convergence of lesbian and black identities. These scholars contend that the 1890s was precisely the moment in which lesbianism came into public awareness with the emergence of the field of sexology and the 1892 trial of Alice Mitchell for the murder of her female lover, Freda Ward. The case was sensationalized in the press, and "its effect was to increase public consciousness of and to criminalize a new type of woman, the female 'invert' " (Somerville 2). However, there are some problems with this argument. While Ellis came to be the most influential sexologist in the United States, his Sexual Inversion was only published in 1895 in Britain and in 1897 in America, so it would not have been a significant influence on the public viewing the 1896 stage performance of A Florida Enchantment. Furthermore, Horak challenges these readings, contextualizing the novel and film within late nineteenth-and early twentieth-century cultural references and concluding that, "as transgressive as [the cross-dressing and same-sex desire in the film] look to us now, they signified an old cultural regime to audiences of the time" (117). While the same-sex erotic dynamic between Travers and Bessie was not lost on the audience, it was received outside the context of pathologized sexuality. Rather, their dynamic would have been read as a healthy Victorian homosocial relationship, which Smith-Rosenberg argues was seen as normative within Victorian society (53).
Taking all this into consideration, I ask, Is a woman performing a man read as male (i.e., is Travers's and Jane/John's maleness accepted by the audience)? And does Dan Collyer's maleness undermine Marie Jansen's maleness due to the fact that when Jane is transformed into a man, the character's maleness corresponds to the actor's maleness, whereas Lawrence Travers's maleness is in opposition to actress Marie Jansen's femaleness? Gillian M. Rodger has shown that the turn of the nineteenth century was a time of shifting aesthetics of male impersonation. In the 1860s-1880s, the first generation of male impersonators on the variety and vaudeville stages aspired to a kind of realism in their performances; one performer, Annie Hindle, was even rumoured to be a man who disguised himself as a woman offstage. The aesthetic goal was for the male impersonator to "pass" as female. In the 1890s, male impersonators became less realistic, until by the 1900s, impersonators were non-threatening feminine men. Unlike the early impersonators, whose costumes had a boxy, masculine cut, later impersonators wore costumes tailored to accentuate their hips. Rather than keep their hair short, the later impersonators wore their hair long and often performed a final gender reveal by taking their hat off and letting their hair tumble down. The characters that impersonators performed shifted from a range that included working class men, soldiers, sailors, and beggars to upperclass swells. Rodger sees in this shift a reflection of the growing concern around American masculinity, which "began to emerge in the mid-century, but had reached a fever-pitch by the 1880s and 1890s" (195) . Rodger further analyzes the music performed by male impersonators, finding that the 1860s performers were all altos, while the 1890s and 1900s performers were mostly sopranos, which is to say, they were vocally as well as visually less masculine. The explanation for this shift is a growing crisis of masculinity, induced by both a greater urbanization and the rise of suffragettes and the New Woman.
Examining the performances of Lawrence Travers within this understanding of shifting male-impersonator performance, we can ask what type of masculinity might have been evoked by Jansen and Storey. Lawrence Travers is the type of swell most focused on by the male impersonators of the 1890s (Rodger 194 ). I have not found much information regarding Marie Jansen's performances, though she seems to have been a mezzo-soprano, as she performed the titular role in Gilbert and Sullivan's Iolanthe, a mezzosoprano role. Regarding Storey's film performance, promotional materials described Storey's performance as reaching the impersonating success of Vesta Tilley, the most successful male impersonator of the 1900s but one who was not a convincing man and who was actively working to be read as a cross-dressing woman rather than as a man in the way earlier generations of impersonators had done. In the film, when Storey dresses in male attire as Lawrence, the suits are cut to emphasize her waist and hips. In the realm of gender play, "the most common element in most early twentiethcentury writing on male impersonation is an element of relief on the part of the writer that the impersonator was not terribly convincing in the act" (Rodger 189) .
The argument that Jansen and Storey don't convincingly pass as men seems to suggest that they would not be read by the audience as mannish women or inverts. Even if Travers were read as a sexually inverted woman, sexual inversion was not the same as our contemporary category of lesbian. Inversion in the late nineteenth century was not a unified theory but rather a term understood differently by different sexologists. Whereas Richard von Krafft-Ebing viewed female same-sex desire as due to a male soul being trapped in a female body, Havelock Ellis noted that masculine presentation was not always accompanied by sexual inversion. Generally, inversion assumed that a woman had masculine tendencies. Same-sex desire was understood as one aspect of alignment with the opposite gender. Inversion was a matter of the individual not conforming to gender roles rather than of having same-sex desires. As George Chauncey notes, Ellis recognized that "inverts were occasionally involved in heterosexual relations . . . but they were always attracted to someone whose sex role was opposite their own. Ellis thought that the man attracted to an inverted woman, for instance, must be exceptionally effeminate" (121). Although present in the history of the development of the category of homosexual, this conflating of sexuality and gender identity makes sexual inversion part of transgender history as well. Therefore, if the audience of the time read sexual inversion into A Florida Enchantment, it is not far-fetched for a twenty-first-century reader to view the play as a trans narrative.
To bring about a category crisis does not imply a complete rejection of foundational beliefs but rather a troubling of those beliefs. Both A Florida Enchantment and Gabriel challenge the assumed norms of the sex/gender system while also accepting patriarchal assumptions of male superiority. In A Florida Enchantment, the magic seeds are discovered by an American slave trader who has captured an African from an all-male tribe. All women in the tribe ingest the seed so that they can become men. Captain Oglethorpe seeks to find the tree and harvest the seeds in order to sell them to American and European women, imagining that rich and powerful women, including queens, would pay to become men. He labels the vial of seeds "For Women Who Suffer" (63). Gunter himself is quoted in an interview as stating that he wrote the play to show that "men have a better time than women amid the social environment of our present civilization" (qtd. in Brasell 9). In the late nineteenth century, presenting as a man provided women economic and social freedoms.
Yet it is worth noting that the character of Travers does not wish to be a man because of societal pressures but rather because she wishes to free herself from an emotional interiority that is deemed feminine. She experiences jealousy when her fiancé, Fred, flirts with other women. She wishes to "love like a man" and is admonished by Fred that she must control her jealousy "as a man would" when they are wed. It is an essentialist notion of emotional gender difference that inspires Travers to ingest the seed and change her sex.
Similarly, Gabriel assumes a male superiority of rationality as the essential difference between men and women. In act 5, Astolphe asks Gabriel's tutor, who raised Gabriel as a man, to consider whether or not "the same upbringing can provide a woman with as much logic, knowledge, and courage as a man? But you would not prevent her from having a more tender heart, or from caring more about love than chimerical ambitions. The heart escaped you, Father Chiavari; you fashioned only the mind" (153). Sand's view of gender fluidity retains an essentialist notion of gendered emotional difference, one that upholds the supremacy of reason over the vagaries of emotion.
Gender fluctuates in these two plays, aligning and misaligning with the actresses' assigned gender, their costumes, and the sociocultural expectations of the nineteenth century. I have discussed the ways in which Gunther and Sand examine assumptions of gender fluidity and essentialism through cross-dressing. As an artifact of its historical period's attitudes toward gender roles, A Florida Enchantment exposes essentialist assumptions of gender and the limitations of nineteenth-century gender norms for women. Perhaps less representative of its sociohistorical moment, Gabriel provides a nuanced and well-developed representation of a gender nonconforming individual, written by an author whose own gender identity was complex and transgressive. But this study is more than a comparison of two separate plays; the unique complexity of gender layering in both texts, in which male identification is affixed to female bodies while in female dress, prompts questions as to deeper understandings of gender in performance and its effect on reception. In both Travers's and Gabriel's cases, the audience cannot process the narrative arc without tracking the character's changing gender identity, even as their feminine gender presentation contradicts their masculine identity. Might that very process challenge notions of a gender binary, creating a space to envision gender as a continuum? Might we read these nonconforming gender performances as creating a space of possibility in which audience members who were exploring their own gender identity and expression find recognition and insight? n o t e s 1 When writing about Travers, I alternate pronouns such that they correspond to the character's gender identity, not the character's gender presentation. 2 The Cult of True Womanhood was a nineteenth-century ideology that idealized and essentialized femininity, associating it with domesticity, passivity, demureness, asexuality, and morality. See Smith-Rosenberg for a detailed analysis of this ideology. 3 I discuss gender performativity later in this article. See Butler, 
